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wening of 12 December 1981 Manual

ttsching snters hin Berlin studio and boots up

ynths, seguoncers and drum machines. The
following day he is fiying to Hamburg and wants to

record some music to play on his Walkman

on Nour &
worth should be enowgh. He's been working with this
analogus alectroni qaar for hall a decade, 20 satiing

up patches is second nature to

him now, After a fow

adjustments, hi plugs

i

i heE guitar, just wn case ha

pets (e sprnkling & little of that famou ching
fairy dust on the mugic at soma point. Sequancers ane
pramad and pulsing. A0 that
COHpHE

it go. Let it flow

58 minutes and 20 seconds later

g left to do 1s choose &

chords on the polysynth, Press record. Let

LIt piay

camplits

Thers a

E BOE [

vl moments i

life whan you

B and you don’t no

[elgete Wiet T T o It &t the

time, " Gottsching tells me 30 vears on. "That comes

Inter. Maybe vanrs [ator
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On it 30th anniversary, E2-E4 remains, in its
OWN UNDSSUMInG way, s af the most revalutionary
and important albums ever made. |t swings betwaen
those two beautifully suspended chords for its entire
duration, yet this nowver foels like a confrontation ora
challenge. Neither is it tedious; the apparent stasis
of the surface of the music invites the lstener to
look beneath and discover the detall teeming below
as wall ag mecahibrating thair sansitivity to dynamics
and musical transformation as the piece progresses
Gently but inglstently, it forces you to engage with
t on its own terms, That's not to claim that E2-E4
was unprecedented. Brian Eno was doing something
simiiar to the way we hear things with his Ambiant
reéleases, and of course we can go back through
Eliare Hrllll-iil.'l-l and La Monte 'I'm.anu for earlier
radical re-imaginings of the relationship between
sound and duration. But in compariszon Gottsching's
album Is warm, approachable and often startlingly
melodic. Perhaps most importantly of all in terms

Three decades ago. Ash
Ra Tempel grandmaster

Manuel
Gottsching

made his opening move
with the pioneering
glectro-minimalism of
E2—-E4 and reset the
pace for a new age of
repetitive dance beats
and rock meditations.
By Keith Moliné.
Photography by Kai
von Rabenau

of understanding why its influence has proved so
andurning, you can dance to it

Before becoming one of the select fow "godfathers of
Techna® along with various peers from the so-caled
Berlin School’ of slectronic mugicians wha omergad
in the 70, Manuel Gattsching was the uitimate
Kosmische guitar hero, responsible for some of the
greatest momants of German experimental rock

of that decade. Had he retired after the first Ash

Ra Tempel album {recorded with Hartmut Enke and
Klaus Schulze), his legandary status wolld atill ba
assured, He took the idea of the power trio and
though initially inspired by their exampls, gradually
established a new modal far removed from that of
tha British and American combos, One reason for
the adventurousness of the group and many of its
paers wis their openness to expenmental music and
art. *Ash Ra 1r-_ln||_w-| was basically improvisation,

he says. " There was a studio in Batlin run by the
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Swiss composer Thomas Kessler where many German
groups and musiclans would meet. It wes a kind of
rehearsal studio and he was our teacher for two
years. He taught us basic elements of composing
nnd improvization. | atso Hstened to beat music in
tha B0x on the radio and | was interested in how
thay made this music, how they got this sound. At
the beginning | was interested in all those blues
puitarists itke Clapton, Mick Taylor, Peter Green and
Hendrix of course. | was also fascinated by their
concerts, Cream ar Jiml Hendrix concerts, when they
started to improvise, really long improvisations. That
was baslcally the style we tock on in Ash Ra Tempel.
We took the blues theme only at the beginning,
and at the end we throw it away and only used the
mprovisation!”

Certainly much of the music GEtteching created
in this era was sbout as outre as rock music gois
before it ceases to be rock. Or even musiz, (Yet his
guitar playing, even when it is deployed as stesithily
as on E2-E4, ks undeniably informed by blues styles.)
A more impartant connection is the way the music
evolves according to its own slow-mo logic, both
imprevisatory and hallucinatory, Ash Ra Tempel at
their beat showcased Gittaching the collective
Improvisor; his later work with electronics represents
the same idedlogy applied to machines. “That's very
important, the interplay,” he confirms. “Really playing
with sequences or loops, improvising with tham, that's
very impartant for all my music, espacially E2-F4.)
found out very soon that if you wse & SEQUENCET you
have to play with it, you have to change notes, change
saunds, you really have to play it &3 an instrument. "

Many of those aware of Gittsching favour thase
sarly albums, the received wisdom being that he *|ost
1’ ereatively in the mid-T0s and soid out to & more
commarcially viable New Age sesthetic. In this confext
E2-E4is lknly to be seen as a lutky ona-off that
momentarily saw him recover his artistic dignity. it
might well be difficult to challenge the view that his
imtarim work scaled nelther the haights of his earlier
music nor those of E2-£4, but a case can be made
that this period deserves to ba reassessed, If only to
scatoh the notion that the album waa a freak accident,
& bolt out of the blue. The upheavals in Ash Ra
Tempet, the chaos of thakr involvement with visionary
Kosmische hustler Rolf-Ulrich Kaisar and tha Timothy
Leary entoursge, the breakdown of Gittsching's close
friand Hartmut Enke, all go some way to explaining why
his started working seéo, and why his muste changed
sccordingly. {intriguingly, a documentary charting the
turbulent eventa of the Seven Up sessions with Leary
is being planned by Gittaching's wife, film director
llana Ziak. )

Mare positively, this mid-70s period was when
the music of the Now York minimalists came to his
attention, *| was Influenced by Terry Riley and Steve
Rejch," he recalls, “Riley could play sequances on
the piang for hours. | was really fascinated by that.
When | studied in the Berlin studio with Thomas
Keauler | lsarned shout the contemporary avant garde
composers fike Penderecki, | listened to Stockhausen
and Ligeti, but | didn't find any real access to this

32 | Tha Wisn | Manusl Gotisching

music, it was too much brain and not encugh body. For
me music has to make an stmosphere somehow. You
dan’t have to enderstand it, just listen ta it, it has

to give you something. | always miss this in that very
academic, mathematical style. | hava great respect
for tham, but | was very happy when later in the T0s
Reich and Philip Glass appeared, and they had &
combination of both, It was an ntellectual music if you
wanied it. You could ksten to it, in the background if
you like, and you didn't have to understand it or know
anything about music. But if you wanted to go despar
Into the music there was somathing more. That was an
aeuthetic that | liked. So that's what | tried to do with
Yy Gven music,

Gittsching's first foroys into systems based music
centrad an echo effects and guitar, aliowing him to
create music that sounded synthesized, sequenced
ard looped despate making no use of synths,
soquencars o loops. Nevertheless, 1075°s Inventions
For Electric Guitor anticipates the electronic textures
that were seon (o dominate his work, and its pulsing
16th-note ostinglos prafigune the mesmeric grooves
of E2~E4. His move towards a synth-dominated
approach seems not just loglcal, but inevitable. “0n
Inventions For Electric Guitor | tried to get more
interesting sounds out of & Quitar. Some of the
sounds were so difficult to make that | could never do
it onstage. | coma from classical guitar playing, but |
also had a taste for technical things, My father was an
enginesr and an Imentor, so | wes always interested in
electronkc sounds and other sounds.”

Ttk him if the transition was an easy ane. "l just
found It natural,” he insists, "And | fownd owt that |
started to compose in a different way when | playsd a
kayboard, It Inspires you in a different way, different
melodios, differant chords. ™ The albums he made at
this time — New Age OF Earth and Biockouts - ware
refeased under the name Ashra, and were his most
medodic and accessible records you. As with the late
T0s work of electronic contemporaries Klaus Schulze
and Tangerine Dream. these decidedly mainstream
afferings had been out of favour for years - decades,
even - before the rehabilitation of some of Lheir
stylistic tropes by the current crop of analogue
fetishists, Hypnagogic explorars and poat-Naise
sequencer demons. Even the garish sltum artwork has
started to look strangely modern. In any case, there
are some Tine compositions on the albums, which
document Gattsching's ever increasing fluency in his
i Ieklai. and wivich give the ls o any suggestion
that £2-E4 was an unprecedentad departure for hin
But be warned: subsequent Ashra albums might prove
more resistant (o any similar attempt ot redemplion.

Hot anty was his confidence growing in the atudio,
but also he was starting to ghwe cccasional live
electronic performances, often accempanying large
fashion events. Indeed, from the very start of his
career Gattsching's reconded work in various styles
is characterised by the sense that you are hearing &
parformance unfold in linear fashion. "This is for me
the essence of making muesic = to play,” he asserts. *|
wias very anxious about the production in the studio

“First
oscillator,
second
oscillator,
changing
envelopes...
start
with
one
instrument,
then
go
to
the
second,
then
the
third...
always
interacting”
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Gdttaching at Barnaver Stimsss border crossing, West Berlin, 1984

cents that go through the mece. | don't change the
chords, | change the acoents, One hour, just once, and
finita. Finished. It was af

tastic momeant. ™

Nevert
recorded was not immadiately apparent. &long
with § sense of achdevamant, thore wers nagging
doubis, In 1981 what format could accommodate an
unbroken hour-long plece? Whers did all this leave
his solo album? Gotisching confesses to a feeling
of mild irritation about the sase with which ha'd

heless, the impartance of what he'd

the plece m compansan with ks unfinished
propect. Despl ight tone of bravado that
his description of its genesis mght suggest, he's

ifdc]e

Ny &i

hapoy 1o sdmit that |t deedn't ;llw.J:,.':. wirk aul 1his
well. *| made so0 many sessions that were terrible and
nathing happened,” he reveals. "Some days it just
doesn't work. Sometimes it works beautifully. There's
no guarantes,” The new recording, however, was

flawless, unimpeachable. but also rreducible. It took

ake the decision to release it; the
album aventuslly came out in 1984, to initially muted
rasponsa, housed In its famous chessboard sleave
reflacting the fact that the futuristic title ac |||.-\':"-

him two YEArs o

refers to the mast common opening mave [nchess

After the three year gap between its recording and its

raleases, It was a further flve years bafore tha pieca

started to seep into puble consciousndss at the

unlikeliest of club anthems. In 1981, the relaxed lope
of its muted machine rhythm was a million mites from
the bombastic brashness of most dance music of its
time, but in the wake of the similarly subtle shades of
f_r'lr,.ﬁ-:]-u House and Detroit Techno towards the snd of
the decada, it suddenly sounded contemporary

Like this writer, many will kave first been exposed
{0 E2=E4d via the 1989 House anthem “Suefo Lating”
by the Italkam autfit of the same name, which
almast entirely an a sample from Gatteching's orig
composition, end subsequent remizes by Derrick May
and Carl Craig. That pulsing two-chord figure was ane
I:.FTl.I::
Techno versus House wars of the early B0u, E2~E4
displayed its almost Zelig-like ability to biend in with
any style, It was lush ana ugh to provide the matenal
for Suefio Latino’s tropical Housa, sharp enough for
Craig and May's Detroit Techno ice sculpting. Over
the next two decades, it continued to be plundered
tor inspiration l‘!,l NUMEroUs dance pro s A8
suparior chill-out fodder, not aly with thae blessing
of Géttsching himself, though he recognises that the
work s rabirth as a Techno primary text is one of tha
main reasons for its longevity, "At first it wasn't a blg
hit,” hesays

ino’s sighature calls Lo the floore, Even in the

It didn t sell vary much, |t was réleased
on & small labei and than | continued to distribute it
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Ash Ra Tempel and after

Keith Moliné surveys Manuel Gottsching on record

Ash Ra Tempal's self-titled 1971 dabut album is
an enduring Kosmische classic. Over two side-long
tracks, the trio - Gatteching on guitar, Hartmut Enke
o baag, Klaus Schulie on diums - not only manage
to avoid sounding like the Cream-inspired power trio
they d set oul ta be, but rarely sound like human
beings at all. Swathad in massive reverh, Gattaching's
glissando guitar spills out ectoplasmically over the
pummailing tribal attack of the most fiuld of rhythm
sactions. At times on the more energised “Amboss” the
echo isreined in for a moment and an earthier, bluesier
approach can be ghmpsad, but * Traummaschina”
treats the instruments as If thayre components in a
pleca of musigue concrite, blurring them into one huge
echo-drenched wall of sensyal sound
For the second Ash Ra Tempel album Schwingungean.
recorded in 1872 with Wolfgang Miller on drums
and featuring the soid-fried vocal ululations of John
L GEttsching had some compositions sketched out
beforehand. Not that you'd know: it sounds almost as
freoform as its predecessor, though the group - and
theey sound mene ke & group here than a howering
choud of cosmic gas = don't quite scake the same
heights of crazed invention, The title track's final
section, “Lisbe™, centres on a hymn-like sequence
that strongly recalls the coda to Pink Floyd's “A
ssucerful Of Secrete”, and Gottsching's guitar has an
undeniably Gilmaur-esque cosmle blues keen to it
1873 's Seven Up, recorded in Switzerland with
peychedalic gurus-in-exile Timothy Leary and Brian
Barritt with a host of musical and countercultural
hoavy friends. is probably more intaresting as o
historical document than a listening experence.
“Space” is a chaotic suite of garage riffs and faintly
moronic vocal posturing, redeameod somewhat by
indusirial-strangth echo effects. “Time™ starts asa
s focused take on “Traummaschine™ before setiling
imio-a sperser take on the *Lisbe™ chord sequence
Jawn fon (ateo 1973) marks the return of Schulze,
and pares the music back o the improvisational
explarations of the debut (Ehowgh Gottsching' s
partner Rosi adds occasional monologues. ) There are
twa side-long tracks: “Freak 'N' Roll” is a relentiess
high enargy power jam, but with instrumental roles
sharply delineated. resulting in a disciplined and
engaging cosmic jazz workout with bluesy interludes
The beautiful, beatiess “Jenseita”™ pits guitar
glissando against Schulze's synths in the customary
pool of echo, sounding both ancient and futuristic.
Storring Rosi (1974) is usually seen as an
addity, an enjoyable if rather inconsequential set
ot isidback instrumenial compositions featuring
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Rosi's blanched monologues. With Schulze and Enka
gone, it's essentially o fresh daparture (sided by
Harald Grosskopf and Dieter Dierks) bearing little
resamblance to earller albums. Stll, It points the way
towards the unabashed melodicism ot has subsequant
work, and its tone of sunny Californiana is one that he
has often, parhaps unforturmtoly, defaulted to

Irwventions For Electric Guiter (1975) is the first album
to be credited to Géttsching alone (Ehough it too
displays the Ash Ra Tempel brand name prominantly
on its utterly hideous mugshot sheave). Lising

guitar, effects, multitracking and tape manipulation
awver threa long tracks, he creates a compalling
soundscaps that is gorgeously lush as well as
pulsating and expansive, Whike other ployers have
exploited echo to create hypnotic rhythm ~ John
Martyn, Steve Hillage (the latter of whom was part
of an ensembie that parformed lnventions in concert
In Japan last year) - few have made such extensive
or craative use of its possibilities. Nevertheloss,

the feeling remains whan listening to the albumn

that Gattsching Is reaching towards effects that
electronics could provide more effectively

In the late 70s, working sole but operating as the
shortenad Ashra, Gattsching immerssd himsalf in
synths, an inevitable move in the light of fnventions
1876's New Age Of Earth (was there ever a more
damaging choice of afbum title?) and the following
year's Blockouts proffer a form of highly melodic
electronic minimalism, clearly indebted to Glass, Reich
and Riley as much as his Barlin contempaoraries Edgar
Froese and Schulze. Certainly both albums have thelr
fair share of sickly moments, but there are passages
of great imagination and baauty here teo, such as
New Age’s pattern-based “Suncain®, and “Lotus”
from Blackowis. With analogue sequencer workouts

having come back into faghion through the efforts

of & multitude of chillwave hipaters, t's interesting

fo hear this kind of music today without the inverted
commas. Following these albums Ashra became a bons
fide group with longterm cohorts Lutz Wbrich and
Harald Grosskopf, recording a serws of albums in the
late T0s and B0s which, while sporadically interesting,
often sound clunky and commarcially compromisad
(Correlations, Belfe Alliance and Walkin® The Desert
have their moments; Tropical Heot doesn't]

OF greater note are the many hours of unearthed
material that comprise the six volumes of the

Private Topes saries (ranging from early ART Hwe
concerts to solo pieces that document Gittaching's
transition from psych guitar maven to synthesizer
dream-weaver.) A couple of other albums released in
the B0s that [lluminate this key period in his musical
evolution are the 1975 soundtrack album to Philippa
Garrel's film Lo Berceow Do Cristal, recorded with Lute
Ulibrich but rather disingenuously credited to Ash

Ra Temped, and the 1876 collaboration with Michasl
Hoenig, Early Water. Lastly, Gottsching's Dream And
Desire, recorded in 1977, is close in style to the more
contemplative momants of Slockouts.

Goéttsching's post-E2-F4 releases have been
sporadic 1o say the l2ast, with no new original sola
music forthcoming until the turn of the millennium
A pair of enlertalning releases centred around his
reunion with Klaws Schulze for a London concert under
the name Ash Ra Tempel, one a live document of the
event Gin Roséd Al The Royal Festival Holl, and the other
a studio album, Frigndship, were relaased n 2000, In
both cases, Gatteching’s most gvert contributions
come in the form of a series of ecetatic guitar solos
and spacey echo textures amid Schulze's mile-wide
synth pads and spiky rhythms. His 2005 albums Dve
Mulde (mostly recorded in 87) and Canerrt For Murnay
are soundtracks for an installation and a gitent film
respactively; the former shows a daft electronic touch
while the iatter sees him incorporating elements of
classical composition and instrumentation, but nesthar
fully comvinces as music that can make sense outside
its orlginal context. On the other hand, the varous live
ratoolings of his earlier work that appear on both solo
documents (Live At Mt Fuji and, of course, E2-E4 Live
In Jopan) and on albums with the resurrected Ashra
{Sovce Holfondaise and @shrao 1 & J) are extremely
strang, often stretching out from the originals witha
sansa of real adventure. O






